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Main Text
Towards the end of the much-discussed opening credits of The Spirit of the Beehive (El espíritu de la colmena, Erice, 1973) , a hand-drawn illustration of a golden pocket watch appears alongside the name of the film's director, Víctor Erice. The watch is the penultimate icon in a series of sketches which detail the key events of the film. Foregrounding the significance of the perspective of the child, these introductory illustrations were produced by Isabel Tellería and Ana Torrent, the actresses who play their namesake child protagonists. By means of a dissolve, the image of the watch transitions to the final drawing of the credit sequence: a group of children seated before a large cinema screen. This metacinematic screen at once depicts a scene from Frankenstein (Whale, 1931) , in which Little Maria encounters the creature by the lake, and prefigures the climax of The Spirit of the Beehive, in which Ana herself happens upon a monstrous being. As the accompanying soundtrack, an instrumental version of the infantile refrain "Vamos a contar mentiras" ("Let's Tell Fibs"), reaches a climactic crescendo, the camera accelerates towards the drawing of the screen to frame it within an extreme close-up. The words "Érase una vez…" ("Once Upon A Time…") fade into view at the top of the screen before a sharp cut transports the spectator into the diegetic world of the film, in which a truck makes its way along a narrow road in a desolate landscape. An intertitle in white text unfolds across the bottom of the screen, reading: "Un lugar de la meseta castellana hacia 1.940…" ("Somewhere on the Castilian plain around 1940…").
Conceptually conjoining childhood, time and cinema, the opening credits of The Spirit of the Beehive highlight the complexity of childhood temporalities, which are paradoxically situated between locality and universality. Regarding this contradiction, Henry Jenkins argues that while childhood tends to be nostalgically imagined by adults as "a utopian space […] beyond historical change", it is in fact "not timeless but, rather, subject to the same historical shifts and institutional factors that shape all human experience" (1998, pp. 3-4) . A further tension haunting childhood temporalities is their curiousness, as illuminated by J. Jack Halberstam and Kathryn Bond Stockton. For Halberstam, children "inhabit different understandings of time, and experience the passing of time differently" (2012, xxiii); they are "always already anarchic and rebellious, out of order and out of time" (2011, p. 27 The Spirit of the Beehive and Raise Ravens are Spanish texts created during the final years of Francoism, Pan's Labyrinth is a transnational co-production directed by a Mexican filmmaker and jointly produced by the Spanish company El Deseo and the Mexican enterprise Tequila Gang that pays homage to the two earlier works. Nevertheless, these three films share a common focus on the female child in relation to the specific socio-historical circumstances of Civil War and Francoist Spain, albeit from distinct historical and geographical vantage points. That the protagonists of these films are gendered female, amidst a plethora of similar works centred on the male child such as Secrets of the Heart (Secretos del corazón, Armendáriz, 1997) inheritance in order to demonstrate the extent to which these films construct childhood temporalities as subversively disruptive. The cinematic children within these case studies destabilise and defy the patriarchal, heteronormative future into which they are expected to grow. This is not only relevant to Francoist Spain, but also has wider implications for the ways in which western cultures understand childhood as a linear, vertical progression towards adulthood. At stake is a revisionist understanding not just of Spain's Francoist past, but also of colonial histories and of contemporary globalised presents.
Plotting the Child and Time
Widely considered one of the most canonical works of Spanish cinema, The Spirit of the Beehive constitutes the cornerstone of late and then subsequent post-Franco cinematic representations of childhood. Produced just a few years before the death of Franco, the film places two child protagonists, Ana and Isabel, in the historical setting of post-Civil War Spain. Without explicitly mentioning the war, the film surrounds these child characters with family members and a wider community attempting to come to terms with the traumatic experience and aftermath of the conflict. The film articulates this collective suffering through the perspective of the two children, drawing parallels between the suspended temporal paradigms of childhood and trauma. Ofelia's nostril, which gradually reverses itself. As the narrative voice-over begins, the camera zooms in on Ofelia's face, gaining speed and penetrating her pupil. In this way, the body of the child simultaneously becomes the vessel for the story and for time itself.
By placing the child and childhood at the intersection of conflicting temporalities, both films underscore the ambivalent relationship between childhood and time, with the figure of the female child caught between historical specificity and universality. This gesture is itself 9 ambivalent, as significant conceptually with regard to the cinematic representation of childhood temporalities as it is, more specifically, to the particular socio-historical context of late-and post-Franco Spain. The positioning of childhood at the juncture of historical and mythical temporalities evidences how, as Jenkins observes, "Our modern conception of the innocent child presumes its universality across historical periods and across widely divergent cultures" (1998, p. 15) . Drawing attention to the falsity of this universality, Jenkins asserts that the innocent child as a figure is palimpsestic, a myth that "has a history", a "palimpsest of ideas from different historical contexts" (1998, p. 15) . In this regard, the clashing temporalities at the core of films centred on the child, such as The Spirit of the Beehive and
Pan's Labyrinth, draw attention to the interconnectedness of myth and history within the conceptual context of the innocent child.
Moreover, by situating the child and childhood at the intersection of history and myth, these films also highlight how the curious relationship of the child to time can become a metaphor for our understanding of time more generally. Diverse approaches to this question are apparent in contemporary responses to cultural representations of the child and childhood.
For Jenkins, the temporariness of childhood means that it "becomes an emblem for our anxieties about the passing of time, the destruction of historical formations, or conversely, a vehicle for our hopes for the future" (1998, p. 5). For Halberstam, the fact that children "inhabit different understandings of time, and experience the passing of time differently" lends itself to postmodern conceptualisations of time as "not linear […] more twisty, curvy, more relative" (2012, xxiii). In short, the universality of the child figure applies not only to children and childhoods across a diverse range of histories, geographies and socio-political circumstances, but also to humanity more generally.
In the more specific socio-historical circumstances of Francoist and post-Franco Spain in which these films are set and produced, the placement of the child and childhood at the intersection of mythically-and historically-informed temporalities becomes more significant.
With regard to The Spirit of the Beehive, this gesture implicitly undermines the censorship still in place at the time of the film's production during the latter years of the Francoist regime. The conjunction of the fairy-tale intertitle "Once Upon a Time", the metacinematic screen and the accompanying infantile refrain "Let's Tell Fibs" immediately frames both childhood, as depicted onscreen, and cinema as devices grounded in creative fabrication and myth. Utilising the universal appeal of the child and childhood, the film seemingly delocalises the specificity of children's experiences in post-Civil War Spain so as to evade the censorship that remained in place until 1978. Ultimately though, the opening sequence of
The Spirit of the Beehive deliberately overemphasises the fictitiousness and mythical character of both childhood and cinema in order to paradoxically assert the opposite: that childhood and cinema are deeply embedded in a specific socio-historical context, in this case that of post-war and late-Francoist Spain. Childhood, cinema and an ambiguous temporal setting therefore provide an implicit screen for an embittered political critique.
In contemporary Spanish-Mexican co-production Pan's Labyrinth, the juxtaposition of distinct temporalities through the child does not concern the evasion of Francoist censorship.
Rather, the film explores the local and global valences of the relationship between childhood and time, positing the figure of the dead child as a metaphor for a time that is now past and inaccessible. At a local level, the death of the child is representative of the many children who died at the hands of the Franco regime, whether directly in military assaults during (and 11 beyond) the Civil War or indirectly as a result of malnourishment in the años de hambre, mistreatment and/or neglect during the Francoist period. 4 At a global level, the death of the child functions metaphorically, a potent symbol for the perceived loss of innocence that accompanies the transition from childhood into adolescence. 5 Situated at the intersection of historical and mythical temporalities, the dead child in Pan's Labyrinth functions as a compelling image of the pastness of the child, appealing simultaneously to the local specificities of Francoist, post-Francoist and contemporary Spain as well as to universal concerns surrounding the temporariness of childhood.
As in the films discussed above, the opening credits of Raise Ravens also establish the temporal parameters of the film. However, rather than using intertitles as a means of temporally grounding the action, the film immediately submerges us in a world of childhood and pastness by means of an album of family photographs. A number of close-ups and extreme close-ups introduce the photographs, in both black and white and colour, depicting a mother, father and three daughters. While there is no establishing shot, the punched holes visible alongside the photographs indicate that these images are placed within a family album. The camera, at times remaining static, at times panning across or zooming in on the photographs, quietly surveys the pages of the album. These images are accompanied by a soft instrumental piece, which becomes an important aural leitmotif over the course of the film, occurring both diegetically and non-diegetically in scenes that detail interactions between Ana and her deceased mother. 6 The accompanying captions immediately, if implicitly, prefigure the film's projection into the future, given that the captions have been written by the adult incarnation of protagonist Ana. For example, the first photograph to occupy the frame is accompanied by a caption which reads "El día en que nací yo, como dice la canción" ("On the day I was born, as the song goes"). Like the films discussed above, Raise Ravens immediately places the child and childhood at the juncture of two conflicting temporalities.
But while The Spirit of the Beehive and Pan's Labyrinth engage tensions between history and myth, Raise Ravens emphasises the extent to which the child is caught between past and future.
The photograph album upon which Raise Ravens opens posits the time of the child as a past time, unreachable other than through visual traces such as family photographs or through fragments of memory. Rather than exist in isolation, this pastness is part of a temporal continuum that encompasses past, present and future. This is most apparent in the tension between the family photographs and the hand-written captions which, for Ryan Prout, And to further complicate matters, the same actress -Geraldine Chaplin -plays both Ana's mother and the adult Ana. This gesture, as Thomas Deveny notes, not only fuses mother and daughter but also maintains that "the 'present' of the narrative is also the past, a flash-back from the confessions of 1995" (1993, p. 217) . In these ways, Raise Ravens emphasises the means through which the child functions metaphorically as a receptacle of past and future simultaneously. 
Tracking Time / Generations and Genealogies
The three films analysed here do not just highlight the subversive potency of childhood temporalities through cinematography. They also evidence this destabilising potential by undermining, and presenting alternatives to, patriarchal structures of inheritance. In each case, the subversion of such structures occurs by means of one or two key objects. In Raise Ravens, the objects in question are a pistol and a small pot of bicarbonate of soda, left to Ana by her father and mother respectively. As Virginia Higginbotham observes, the child protagonist of Raise Ravens "tries to control her world" with these items (1988, p. 95), utilising them as weapons with which to rid herself of the wretched adults who seek to confine and restrict her. Having been asked by her mother to throw away the bicarbonate of soda, described by her as "un veneno terrible" ("a terrible poison") strong enough to kill an elephant with just a small teaspoon, Ana rebels and holds onto the small box of powder. She then subsequently uses it in attempts to kill her father, her aunt and even herself, albeit halfheartedly. Her aunt is also the subject at whom Ana takes aim with her father's pistol, precisely when Paulina engages in an intimate embrace with Nicolás, a friend and military colleague of Ana's father. That Nicolás succeeds in obtaining the pistol from Ana through his assertion that the weapon is "un jugete de muchachos" ("a boy's toy") only serves to emphasise the subversiveness of the (female) child who seeks to murder the various patriarchal figures of authority by whom she is surrounded. Undermining both patriarchal genealogies and the logic of heteronormativity, Ana thus epitomises the significance of the cinematic child as a means of subverting temporalities governed by such restrictive paradigms.
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The objects of inheritance in both The Spirit of the Beehive and Pan's Labyrinth are more explicitly connected to childhood temporalities, given that they are time-keeping instruments: Carmen Arocena (1996, pp. 143-4) , Robert Miles (2007, pp. 110-1; 2011, p. 198) , E. C. Riley (1984, pp. 494-5) and Dominique Russell (1999, p. 21) , or in terms of time and temporality, as Edwards (1995, p. 138) and Santos Zunzunegui Díez (1998, pp. 141-2) propose in their analyses of the film. Even more significant is the way in which the relationship between the watch and the child. (Jenkins, 1998, pp. 3-4) and, in the context of Francoism, those associated with the Republic who "had no history" (Richards, 1998, p. 7) .
Besides the pocket watch, the But the significance of these cinematic children extends beyond these local and global resonances concerning the politics of childhood temporalities. The disjunction between adult and child rests at the core of the cinematic experience insofar as the individuals we encounter within the cinematic image are both our forebears and our children of sorts. They hail from an era that is, by comparison, far more simple than that of contemporary society. The conjunction of childhood with cinema underscores the temporal curiousness of the child given that cinema is a medium which participates in 'the structuring of time and contingency' (Doane, 2002, pp. 3-4) . Beyond the socio-historical specificity of twentieth-century Spain, the figure of the cinematic child, specifically with regard to its intersection with time, is thus
